Design Research Society

DRS Digital Library
Learn X Design Conferences

Learn X Design 2019

Jul 9th, 12:00 AM

Exploring the ongoing diversity issues embedded in product
design
Franziska Conrad
Arts University Bournemouth

Gary Underwood
Bournemouth University

Follow this and additional works at: https://dl.designresearchsociety.org/learnxdesign

Citation
Conrad, F.,and Underwood, G.(2019) Exploring the ongoing diversity issues embedded in product design,
in Börekçi, N., Koçyıldırım, D., Korkut, F. and Jones, D. (eds.), Insider Knowledge, DRS Learn X Design
Conference 2019, 9-12 July, Ankara, Turkey. https://doi.org/10.21606/learnxdesign.2019.18021

This Research Paper is brought to you for free and open access by the Conference Proceedings at DRS Digital
Library. It has been accepted for inclusion in Learn X Design Conferences by an authorized administrator of DRS
Digital Library. For more information, please contact DL@designresearchsociety.org.

Exploring the Ongoing Diversity Issues Embedded in Product Design
Gary UNDERWOOD

Bournemouth University
gunderwood@bournemouth.ac.uk

Franziska CONRAD

Arts University Bournemouth
fconrad@aub.ac.uk
doi: 10.21606/learnxdesign.2019.18021

Abstract: The Fourth Industrial Revolution offers great opportunities and challenges to the UK design
economy. The emphasis on communication and connectivity, together with new disciplines and new
markets derived from technological, political and social change, makes it all the more crucial that the future
design industry is infused with a wide range of skills, experience and perspectives. Lack of diversity is
hindering that process, and this is especially true in product and industrial design – an industry which is 95%
male with no measurable black contingent, according to current figures. Focusing on gender imbalance and
opportunities for black, Asian and minority ethnic (BAME) designers, this paper explores some of the issues
surrounding diversity and inclusion in product design. Using data drawn from a survey of BA/BSc students
from Bournemouth University’s Product Design programme, together with academic records from the past
five years, the authors investigate some worrying and enlightening trends amongst young designers in
higher education. Drawing on the views of previous research and current professional practitioners, the
potential causes behind the diversity deficit are explored, along with the methods that some companies are
using to try to help build a more inclusive cohort of UK product designers for the future design economy.
Keywords: diversity; gender; ethnicity; product design; higher education

1 Introduction
The world stands on the threshold of a revolution. The Fourth Industrial Revolution – as defined by Schwab (2016) is a
direct result of the global explosion of digital technology ushered in by the previous, Third Industrial Revolution.
However, while the previous three industrial revolutions were all driven by technological change – in the form of
steam, mass production and computers – this revolution has communication and connectivity at its heart. It has arisen
in the face of complex global life-changing issues such as climate change and the rapid speed at which new
developments are making their way round the world. It is to be expected that in the coming decades this revolution
will fundamentally transform the entire structure of the world economy, our communities, our use of resources, and
our human identities.
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The importance of designers – and design education – as a crucial element in the Fourth Industrial Revolution is
emphasised in a recent report published by the UK Design Council (Benton, Miller & Reid, 2018). However, the same
report highlights a major stumbling block to the future success of the UK design economy – diversity: “The design
industry has a responsibility to start recruiting individuals who break the mould of the current designer stereotype…
Urgent action is required to improve diversity.”
This issue is not confined to the UK. AIGA, the professional association for design in the US, has widely condemned the
lack of diversity within the industry. Their criticisms focus not only on diversity of gender and ethnicity, but on
“diversity of experience, perspective and creativity”, the result of a whole host of factors from age to social
background, sexual orientation to location (Carroll, 2014). Indeed, many commentators prefer to use the word
inclusion over diversity as it defines a broader aim in common with the concept of social inclusion: a society “where all
people feel valued [and] their differences are respected” (Robo, 2014, p. 191).

1.1 Why Diversity Matters
The moral arguments for inclusion are rooted in the ethics of equality and human rights, and as such are widely
accepted and acknowledged. However, there are also practical and economic reasons why diversity is vital to the
future design economy. Diversity brings with it new ideas and new insights. Hana Tanimura has experience of the
benefits of leading a diverse design team at Google Creative Labs:
It’s true that very different people working together on a project can sometimes require putting in a little extra
time to achieve the kind of shorthand understanding that comes quickly with people from similar backgrounds, but
from my experience, it’s precisely that light “friction” that enables new kinds of thinking and new ideas to flourish
(Snoad, 2018).
US research supports the fact that, not only is there a positive link between gender diversity at management level and
organisational health, but also that companies with a greater proportion of female board members reported a 26%
higher return on invested capital (Barsh & Yee, 2011).
In addition, further diversity in the design industry could open up opportunities within markets which are currently
being under-served. In the UK alone, black, Asian and minority ethnic (BAME) consumers wield a spending power of
approximately £300 billion (Corke, 2012). In the US, the 2010 Census revealed that 19% of the population declared a
physical and/or intellectual disability, and the estimates on the changing social landscape predict that by 2050 53% of
the population will be “people of color” (Vernon-Chesley, 2016). With the onset of the Fourth Industrial Revolution a
new global market has emerged in women’s health products, a direct result of improved connectivity and the
increasing erosion of feminine health taboos. UK companies such as RocketSpace and Elvie are already benefitting
from this new market, which is predicted to be worth up to £39bn by 2025 (Lawrie, 2018).

1.2 Investigating Diversity at Bournemouth University
This paper was inspired as a result of a survey conducted by the authors in 2017. This survey was primarily intended to
inform research about personality distinctions in developing designers, and to discover influences and interests.
However, inspection of the data also unexpectedly revealed a number of insights into gender traits. This information
inspired the authors to look further into the issue of diversity in the design industry in general, and product design
more specifically. It is important to stress that the survey data being used to discuss Product Design students at
Bournemouth University (BU) in a diversity context for this paper was not produced for this purpose originally; which
was to determine a detailed profile of student design personalities. The realisation that gender and ethnicity were so
significant in the context seemed significant enough to warrant the discourse of this paper.
The authors received survey responses from 69 students attending the BA/BSc/MDes (Hons) Product Design course at
BU, as well as a number of product design professionals. The student cohort contained representation from all levels
of the course, and the gender split was similar to the course as a whole with 25% of the respondents being female.
As well as information about gender and level of study, the survey included the following questions:
•
•
•
•

Who inspires you?
Why did you choose to study for a degree in product design?
Is studying product design at university what you expected it to be?
Do you prefer to be given a specific brief or come up with your own project?
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• Which areas do you feel you could influence for the better in your career as designers?
In addition, using a Likert scale rating system, students were asked to indicate on a scale of 1 (not interested) to 3
(very interested) how interested they were in a list of the following relevant areas they had been exposed to during
their studies and which are relevant to the product design process (Table 1).
Table 1. Product design related areas of interest to be rated in Product Design student survey.
Style/Aesthetics

Fashion

Current Trends

Technology

Brands

Not-for-Profit

Robotics

Mass Production

User-Centred Design

Sustainability/Environmental responsibility

Rapid Prototyping

State of the Art Products

Inclusive Design

3D Modelling

Model Making/ Prototyping

Art

Print

Typography

Nature

Low Tech

Re-manufacture

The primary element of the survey was about picking a design personality that the students decided to be most fitting
for them. Students had the choice between six personality types that had been identified and coined by the authors
over a period of five years’ teaching and marking product design projects. Table 2 lists these personality types,
together with a brief description given to the students in the survey:
Table 2. Student Design Personalities
IDEATOR

DOER

DREAMER

NEGOTIATOR

VISIONARY

WHATEVER

Enjoys the frontend design process,
finding problems,
research, concept
development,
testing. Sometimes
struggles to finish
things.

Likes direction
and problem
definition before
starting out on a
project.
Struggles to get
started with
ideas and
projects.

You have loads
of ideas, all the
time, but you
don’t really like
the research
part and never
really get past
initial concept
stage.

Likes to question design
parameters and
has a tendency to try and
renegotiate at all stages
of the project. Has a
tendency to take
personal initiative
beyond set design
parameters which might
not always be in the
interest of the
client/project outcome.

Always one step
ahead, looking for
opportunities,
pushing
boundaries,
challenging views,
ready to take a
risk.

Just gets on
with it. Will
do whatever
is enough to
get through.

Figure 1. Personality types of BU Product Design students by gender: female (left) and male

The responses to this question showed a distinct split between the genders (Figure 1) and it was this response in
particular that motivated the authors to sift through the data for additional gender-linked responses. On the basis of
the survey findings with regards to gender the authors decided that an investigation into the current state of affairs in
3
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product design would be relevant to the progress of the investigation. This paper is not aimed to draw any conclusions
from the data as such but is meant to put the initial survey findings in a broader design and diversity context. By also
drawing on BU student academic records from the past five years, as well as a range of academic and non-academic
sources, elements of the survey data have been utilised to try to shed some light on some of the issues regarding
diversity in product design, with a specific focus on gender imbalance and ethnic diversity amongst young designers in
the UK.

2 The Gender Imbalance
Perhaps the most evident illustration of the diversity deficit – given that it affects over 50% of the population – is
gender. The Design Economy 2018 report reveals that only 22% of the UK design workforce is female, a startling figure
when compared to the national workforce at 47% female. Moreover, several sub-sectors of the design industry fall
considerably lower than this figure, with product and industrial design at the bottom of the heap with a female
contingent of just 5%. A sizeable gender pay gap also exists, according to figures from the Office for National Statistics.
Again, the sub-sector of product design exhibits the greatest discrepancy, with female designers earning around 7,000
GBP less per annum than their male colleagues (Dawood, 2018).
Figures from Kerning The Gap (2018), the UK collective which campaigns for equality in design, shed some light on one
of the causes. They reveal that while 70% of graphic design students are women, 89% of creative directors are male.
The obvious conclusion would appear to be that either there is an element of (potentially unconscious) bias in the
promotion of men, or that women are less inclined to apply for the more senior roles. However, the deeper reasons
are varied, complex and potentially controversial. Sheryl Sandberg, Facebook’s chief operating officer, believes that
women are largely responsible, by “leaning back” during meetings, pushing less hard for promotion and being satisfied
with less responsible roles at work (The Economist, 2013). Extensive research by McKinsey in the US (Barsh & Yee,
2011) points the finger instead at “lack of role models, exclusion from the informal networks, not having a sponsor in
upper management to create opportunities” and the fact that women are more likely to prize jobs that are enjoyable
and meaningful rather than climbing the corporate ladder.
The comparatively low number of female professionals is in sharp contrast to university figures. Almost two-thirds of
students studying on creative arts and design courses are female. While only 20% of professionals in architecture and
the built environment are women, at university the figure is almost double at 38% (Design Economy, 2018). In product
design, while the industry female contingent is just 5%, at BU the proportion of graduating female students has stood
at between 21% and 26% over the past four years.

2017-18
2016-17
2015-16
2014-15
2013-14
0.0

20.0

40.0

Male students

60.0

80.0

100.0

Female students

Figure 2. Percentage of students achieving a first or upper second degree classification in Product Design at
Bournemouth University between academic years 2013-14 and 2017-18

Similarly, UK data suggests that on the whole female students outperform their male peers at UK universities. Women
are more likely to achieve a first or upper second degree classification, outperforming males by between 2 and 7
percentage points (Design Economy 2018). BU graduation figures show an even greater discrepancy: Over the past
4
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five years the percentage of female students attaining a first or upper second degree classification in Product Design
has outstripped males by an average of 9 percentage points (Figure 2).

2.1 The Perception of Skills
The under-representation of women in certain spheres of design can partly be explained by the historic and ongoing
stereotypical gendering of design roles and tools. One hundred years ago, Gropius initially pronounced the Bauhaus to
be a place for equal opportunities, which led to the number of female applicants outnumbering male entrants. Fearful
of damage to the school’s reputation, a limit on female entrants was imposed and women were directed towards
more “feminine” subjects such as textiles and ceramics (Sellers 2018). More recently, Attfield (1989) describes the
dichotomy between “soft” design (as exemplified by fashion and jewellery) and “hard” design (such as product
design), and Clegg and Mayfield (1999) expand on this with their investigation into how “male” technologies
discourage female product design students. Even newer product design technologies – such as 3D printing and virtual
reality – arguably have a predominantly “male” aesthetic and consumer base.
This gendering of skills and tools is echoed in a 2018 Design Council report (Miller, 2018) which asked professional
product and industrial designers to rate the importance of specific skills for their job. Physics and engineering and
technology skills were rated most highly – well above abilities such as creativity or user empathy. BU’s survey asked
participants to rate their interest in various aspects of design, and the results were clear: while female interest in
areas such as inclusive design and sustainability was noticeably higher than male respondents, interest in technology
and robotics was significantly lower.
This would appear to suggest that women’s design interests are misaligned with the skill requirements for the job.
However, it may also be true that these skills are particularly dominant in today’s product designers as a result of the
overwhelming skew towards men. The Fourth Industrial Revolution, with its focus on personalisation and
environmental issues, arguably favours designers with more diverse design practices. Areas such as inclusive design,
design for sustainability over technology and design activism as well as attitudinal design are being more readily
adapted by female designers (Rawsthorn, 2018). Ross Tulloch, Design Lead at Fjord, stresses the shift in focus away
from “hard” skills:
Things like software are learnable by anyone. What’s harder is often things like communication, like empathy, like
observation, like being able to go into various environments and see how people are thinking and reacting to
things (Design Economy 2018).
The female respondents in BU’s survey alluded to these “softer” skills in giving their reasons for wanting to become
product designers: “I like making things” and “I always wanted to be creative in my professional life” were the most
popular answers. Clegg & Mayfield (1999) pick up on the recurrence of the word “always” amongst their own
students, as suggestive of “something belonging to nature rather than simply an attainment which can be acquired”.

2.2 The Role Model Issue
BU’s female students were almost twice as likely as male students to have been influenced in their choice of product
design as a degree course by a teacher. The impact of personal acquaintances was echoed in the list of “design
inspirations” quoted by women in the survey: colleagues and lecturers, alongside nature and the environment, were
the most common specific responses. This contrasts starkly with the responses of the male students, who were much
more likely to name Elon Musk, James Dyson and Jonathan Ive amongst their design inspirations. It may be significant
that the Tesla and SpaceX entrepreneur – a billionaire business tycoon who made his fortune as co-founder of PayPal
– is by far the most stated “design inspiration”. The appearance of Musk in the survey, alongside such figures as Steve
Jobs and Alan Sugar, points to the changing nature of how young people are exposed to the influence of design.
Product design inspiration – for young men at least – appears to be dominated by global tech companies such as
Apple, Google and Samsung that have utilised and adapted design thinking to amass massive global wealth (Mau,
2015).
Another gender issue evident from the survey is the startling absence of women – particularly contemporary women –
singled out as design inspirations. Of the 62 individuals named by the students, only six are female. Of these, only two
are designers: Ray Eames and Rowena Kostellow, both of whom passed away thirty years ago. The marginalization of
female design role models has long been highlighted by a number of authors and commentators, such as Thomson
(1994) and Buckley (1989), but the evidence in the authors’ survey appears to confirm that the situation has not
improved, at least at BU. This may, in part, be due to the male predominance in the BU Product Design lecturing
5

Gary UNDERWOOD, Franziska CONRAD

cohort, which contained only 5 female lecturers in the 23-strong team at the time of the survey. However, as the
gender imbalance in female design inspirations in the survey appears as marked amongst first-year students as finalyear students, it is likely that earlier influences have played a part.
An event hosted by the Design Museum in London in December 2018 entitled “Women Design” attracted an almost
exclusively female audience despite being marketed like any other event. All the attending women had long left
school and very few were of university age. In conversation with the organisers and visitors of the event it became
clear that it was never the intention to create an all-female event and the fact that all speakers were female was
purely coincidental. It seems however that research into the history and practice of women in design is a subject
matter explored by women rather than men. Many of the female creatives attending the event were unsure whether
their male partners and business partners would be welcome. It was also raised that some of the younger ladies in the
audience were surprised about the ongoing gender issues in industry as many had experienced more balanced
learning environments at university level. For the authors this raises three core questions:
1. Do events with a focus on female designers/creatives need to be marketed differently to ensure they are
perceived to be relevant to design practice irrespective of gender?
2. Do women attending such events need to be more proactive with regards to inviting their male colleagues and
partners?
3. What can be done at school and university level to help ensure better gender balance in industry?

3 Exploring Ethnic Diversity in Product Design
According to the Design Council (Benton et al., 2018), 88.7% of product and industrial designers are white, 8% have an
Asian background and 1.9% is classed as “other”. Black African/ Caribbean/ British have no measurable representation
at all according to the data collected by the Office for National Statistics that forms the basis for the report. This
compares to data from the 2011 Census indicating that 87.1% of the UK population is white (ONS, 2012).
Data from the Higher Education Funding Council for England (HEFCE) highlights the significant upturn in black, Asian
and minority ethnic (BAME) students starting full-time first degrees in the UK in recent years. The period 2010–15 saw
an increase of 34% – compared to a 5.5% increase for white students over the same period – and the 2015-16 figures
indicate that 29% of all full-time first-year undergraduates are BAME students (HEFCE, 2016).
In order to investigate the specific state of affairs regarding Product Design students at BU, the authors collated data
extracted from final year BA/BSc Product Design degree results between 2013-14 and 2017-18. During that period, the
percentage of students from ethnic minorities studying Product Design at Bournemouth University in their final year
was 7.7%. This figure is significantly lower than the corresponding 13% figure of BAME designers employed in the UK
design industry (Benton, Miller & Reid, 2018).
One reason for BU’s lack of ethnic diversity may be down to the specific racial mix of the surrounding region. Although
Bournemouth itself has an ethnic make-up comparable to the national average (86.7% white), the remainder of
Dorset has a BAME population of fewer than 5% (Ward-Rice, 2018).
However, the lack of diversity may be due to economic and cultural barriers. The Design Council reports that “the
design economy demands high skills levels. Workers with design skills are more likely to require a degree, post-grad
qualification or professional qualification to enter the industry” (Miller, 2018). BAME students are more likely to come
from less advantaged backgrounds, and as such may feel pressured – potentially by family members – to pursue a
career with greater earnings potential (Ahmed, 2018). Greg Bunbury, of Bunbury Creative, explains: “From my [West
Indian] ethnic and cultural background, parents know the challenges their children will face in the workplace, so they
encourage them to go into practices that are more likely to yield results” (Snoad, 2018). This is particularly true for an
industry which remains stubbornly London-centric, with the accompanying high costs of living.
Bunbury also singles out the lack of role models as a factor, and perhaps more importantly the lack of visibility. While
some industries – notably healthcare – project an environment in which there is no shortage of successful, high
earning BAME professionals, the design industry presents a more closed visage. Ansel Neckles, co-founder of Let’s Be
Brief agrees: “If you have no idea who to speak to, you can forever remain looking through the window wondering
‘how do I get in?’” (Snoad, 2018)
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However, attracting non-white youths to follow a design-related career path is only part of the challenge. ONS figures
reveal that although university admission rates for ethnic minorities is increasing, the academic results for BAME
students are significantly poorer, with non-white students markedly less likely to achieve a first or upper second
classification than white students (HEFCE, 2016). When comparing the final degree results of BAME students against
those of white students at BU it is evident that no student from ethnic minority backgrounds has been able to attain a
first-class degree classification. Moreover, there is a considerable discrepancy – between 5.9 and 24.3 percentage
points – between the average degree award achieved by white and non-white students. In 2013 and 2015 the average
degree mark for BAME students was below the 40% threshold for a pass (Figure 3).

2017-18
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2014-15
2013-14
0.0
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20.0

30.0

Non-white

40.0

50.0

60.0

70.0

White

Figure 3. Average degree awards of final year Product Design students at Bournemouth University between
academic years 2013-14 and 2017-18

These results, both at BU and at a national level, present a worrying story and the causes are complex and not
immediately apparent. Singh (2009) presents compelling evidence from many UK universities to propose a wide range
of causes including “personal, cultural, institutional and structural factors overlaid with direct and indirect racism”.
The suggested remedies are widespread and far-reaching, from the development of a more “inclusive” curriculum
with greater appeal and relevance to diverse students, to specific support mechanisms and mentoring, and greater
BAME representation within staffing and as role models. Despite the admirable work of organisations such as
AdvanceHE (formerly the Higher Education Academy) and the Equality Challenge Unit to support academic
achievement for non-white students in UK universities, much more clearly remains to be done.

4 Addressing the Recruitment Problem
There is currently a shortage of designers in the UK, and this problem is particularly acute in the product/industrial
design sector. The level of vacancies amongst design firms is higher than across the UK economy as a whole, and these
vacancies tend to be classed as “hard to fill” due to the stringent requirements for skills, experience or qualifications.
In addition, it is estimated that around 59,000 people currently working in design have skills gaps, at a cost to the UK
economy of £5.9bn per year (Miller, 2018).
The current situation is clearly not working. A long-term culture of recruitment at the hands of predominantly white,
male, middle-class design managers has perpetuated a stereotypical design cohort that is not producing sufficient
benefit to the UK design economy. Rawsthorn (2016) supports this view:
The consequences are dire. If design is to fulfil its potential to improve our quality of life, it needs to attract the
most talented practitioners and reflect the nuances, complexities and sensitivities of every area of society. How
can it do so if it continues to be dominated by a particular demographic, and a privileged one at that?
A more creative approach is required in providing routes into the design industry to those who currently face barriers,
particularly within product design. One major barrier is the stringent – and often unnecessary – demands of many job
specifications. As Haydn Corrodus, founder of ethnic diversity champions We Are Stripes puts it: “If we are being
honest, a lot of the roles you can learn on the job, but job specs oversell what you need to have done” (Snoad, 2018).
A McKinsey report in the US revealed that “women are often evaluated for promotions primarily on performance,
7
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while men are often promoted on potential” (Barsh & Yee, 2011). It is likely that the same practice is occurring in
recruitment as well as promotion.
In addition, during recruitment – and at university level – greater consideration for the transferability of skills would
help to address the diversity gap. This is particularly true for skills that are perceived to have a gender bias. Skills such
as sewing or jewellery making are very relevant to the male-dominated world of product design, but may be perceived
as being less desirable than more “masculine” endeavours such as 3D printing or workshop fabrication. This
transferability of skills may not always be immediately obvious in some areas, and needs a degree of broad
consideration. As Karen Mahony, of Mahony Associates, says:
It may sound strange, but embroidery is good training for doing pictures on-screen. They are both about designing
to a grid (O’Kelly, 1997, cited in Clegg & Mayfield, 1999, p. 8).
However, part of the problem may be due to the mindset of applicants rather than recruiters. The oft-quoted finding
by Hewlett Packard that women tend to only apply for jobs they feel 100% qualified for, whereas men do so with only
60% of the requirements (The Economist, 2013) must be a factor. Yet further research by Mohr (2014) found that this
was not usually due to a lack of confidence in the applicant’s own ability, but instead a greater fear of failure
predicated on the belief that the requirements stated in the job specification were immovable. Men were found to be
much less likely to fear rejection, and placed less faith in the stated requirements. It may be that promoting greater
understanding of the recruitment process, and simple rewording of job adverts and specifications would help to
address this issue and attract a more diverse range of candidates.

5 Working Towards a More Diverse Future?
Despite the disappointing figures on diversity, there are a lot of organisations and companies within the UK design
industry making positive moves to force a change. Organisations such as We Are Stripes, The Other Box and Let’s Be
Brief are pushing the agenda and promoting wider access to under-represented groups in design. Companies such as
Candy Crush creators King and digital agency ustwo have introduced initiatives such as diversity recruitment goals,
mentoring schemes and non-gendered maternity leave to encourage inclusion. Design studios such as Studio Moross
have made use of social media channels and BAME recruitment agencies like Creative Access to attract more diverse
talent. Founder and Director Kate Moross states:
I previously came from a traditional point of view that the best person for the job is the best person for the job.
But then I was opened to wider systemic issues. I kept on getting the same type of person applying for our jobs and
wondering why we weren’t drawing in a more diverse pool. So we’ve made moves to readdress how we appeal to
people (Benton et al., 2018).
However, despite the progress in some spheres, there are still major areas of concern. Perhaps one of the most telling
signs comes from the exhibition New Designers, an annual showcase for “more than 3,000 of the brightest and most
radical new creative minds” across all areas of design, from over 200 design courses across the UK (New Designers,
2018). In July 2018 New Designers, and its associated sponsors, awarded 57 individual prizes to talented new
designers. Promisingly, 75% of the prize winners – including one of the two New Designers of the Year – were women,
reflecting the current success of women in higher education. Conversely, only five of the 57 prizes were awarded to
non-white designers, highlighting the ongoing issue of the poor outcomes for many BAME students at university.
Gail Anderson, a black female graphic designer, is only the third woman to receive the Cooper Hewitt National Design
Award for Lifetime Achievement since the awards were launched in 2000. She states that when she comes across
another black designer, she is happy that they are out there “doing good work just like everyone else” but stresses
that “the woman thing is a tougher nut to crack”. She remains incredulous of the fact that her young female students
still have to tackle gender barriers and discrimination in 2018 – one hundred years after women gained the right to
vote in the UK (Sayej, 2018).
Diversity in design needs to be tackled head-on before the design industry can fully engage with the Fourth Industrial
Revolution. An industry confident about producing answers to the complex questions the world of tomorrow is facing
cannot successfully produce viable solutions that reflect all facets of society with the current lack of diversity,
particularly in product design within higher education.
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